1
The differences between later films such as Le Gai savoir (1969) , Détective (1985) , and Notre musique (2004) cannot obscure the essential trait that holds them together-an abandonment of traditional cinematic storytelling in favor of the juxtaposition of disparate images or the discursive structure of the film essay. The turn from Godard's early cinema to the later rejection of narrative does not only reflect his increasing political radicality but also makes clear the distinction between psychoanalysis and Gilles Deleuze in their approach to the cinema. While a psychoanalytic approach to cinema emphasizes the gaze as the point where antagonism manifests itself in the image, Deleuze's theory of cinema stresses film's capacity for displaying the movement and temporality inherent in the multiplicity of being.
2 In a word, the difference concerns antagonism on the one hand and multiplicity on the other.
In 1967, Godard did not covert from being a psychoanalytic filmmaker to being a Deleuzean filmmaker. He never had an overt or conscious investment in psychoanalysis, and the communism he adopted in 1967 was closer to Mao than to Deleuze. Nonetheless, the dramatic change in his aesthetic reflects a shift from a psychoanalytic approach to a Deleuzean one. Until Week-end, Godard's films still have some investment in narrative structure, but this investment in narrative structure accompanies a focus on sexual antagonism-that is, on the point at which romantic unions fail not because of contingent or empirical causes but because of the opposing structural logics of those involved. All of Godard's early films stress the failure of the sexual complementarity and thus militate against one of the ideological pillars of traditional cinema-the concluding romantic union. Godard's early films make evident Jacques Lacan's famous dictum that "the sexual relationship doesn't exist. "
3 The political force of Godard's films in this period stems not so much from their disruption of narrative as from their use of narrative to depict sexual antagonism. The narrative structure enacts a struggle between two different logics associated with male and female characters, but rather than concluding with their reconciliation, Godard always illustrates their fundamental incompatibility. This is what places his filmmaking from this period firmly within a psychoanalytic understanding of the cinema and of society. But this focus does not survive his personal revolution in 1967.
What drops out in Godard's films from the 1970s onward is not just narrative structure but also the focus on sexual antagonism that typifies his earlier films. In the later films, sexual antagonism is replaced with a multiplicity of loosely related images that flow together outside the constraints of narrative. But this abandonment of narrative, far from radicalizing his cinema, effectuates a depoliticization because it forges a wholeness that corresponds to multiplicity, and this wholeness replaces antagonism. 4 We can identify a similar effect of multiplicity generating wholeness in the thought of Deleuze. The move from antagonism to multiplicity-from Lacan to Deleuze-strips Godard's cinema not only of its watchability but also of its political edge. In other words, when Godard becomes a more explicitly political filmmaker, he inadvertently loses the key to his political radicality.
Though narrative most often works to ideological ends and to depoliticize the spectator with an image of social harmony, narrative is also requisite for making evident the antagonism that undermines the functioning
